notebook of thirty-one typed pages to the federal Department of Instruction and Public
Health and agreed to provide "views of the corresponding film" in a timely fashion. 9 Garras de oro premiered at Cali's Teatro Moderno on March 13, 1927 , where a full house applauded it enthusiastically. On March 17, Navia claimed in a letter to the Cali newspaper Relator that the film was actually his La venganza de Colombia. He announced a lawsuit accusing the film's producers of fraud for significantly changing his plot and removing his name from the credits. We don't know the results of his suit; apparently Navia only managed to halt distribution of Garras de oro for a few months.
Later the film screened in small towns, but without much publicity.
Dissatisfied with the result of his suit, Navia cabled Samuel H. Piles, head of the American Legation in Bogotá, warning the diplomat that the film was being shown and its nature was derogatory to the United States. The author offered the Americans his rights to the motion picture so they could take legal action against Cali Film. By the end of 1927, State Department communiques were describing the film as "most objectionable propaganda against the United States and Panama" in order to stop its screening and distribution. 10 During January and February 1928, Piles followed the film's movements closely, cabling the secretary of state in Washington with timely reports of its screenings.
His letter dated February 4, 1928, relates his exchange with Navia and also reports his successful efforts to block the film. He mentions the "voluntary intervention" of the Colombian minister for foreign affairs, along with a cold reception from the audience that led to the film's being withdrawn from the theaters. 11 Nonetheless, State Department correspondence also shows that on March 23, 1928 , Alfred T. Burri, the American consul in Barranquilla, followed up by alerting the delegation in Bogotá that, despite U.S.
requests, screenings were scheduled to take place in Barranquilla and either Medellín or the town of Puerto Berrío. However, Burri advised against drawing more attention to the film by insisting on its censorship, which would perhaps only attract more viewers.
12
On June 17, 1928 , fifteen months after Garras premiered, the Teatro Moderno burned down. Three years later, at the same site, construction was completed on the Teatro Isaacs. At some later date, the copy of Garras de oro was hidden inside the theater and remained there until its discovery in 1985. We still cannot clarify who may have had an interest in hiding it and why.
The enigmatic and orphan nature of Garras de oro is further accentuated by the absence of published and archival references to the director, crew, and actors of Cali Film, the production company of record.
A legal document indicates Cali Film was established in October 1925 with the "primary objective" of filming a movie entitled La venganza de Colombia o la muerte política de
Teodoro Roosvelt [sic] , by a group of businessmen and intellectuals that included José Vicente Navia, Juan A. Bonilla, Isaías Mercado, Pedro Sellanes, Gilberto Garrido, Martin Skovnoski, Camilo Cantinazi, and Alfonso Martínez Velasco. (As we will see shortly, Martínez Velasco was the man behind the pseudonym of Garras' director, "P. P. Jambrina.") 13 Several of these men were founding members of an earlier company, Colombia Films S.A., established in Cali in 1923. They had hired artistic and technical personnel from Italy and imported scenographic elements for the purpose of making films.
(Adding to the confusion about the origins of Garras, another founding member, the actor Hernando Domínguez Sánchez, misrecollected in a published interview that
Colombia Films was the only movie production entity in Cali during the mid-1920s.) 14 The intertitles for Garras de oro each bear the label "Cali Film-Rep. Colombia,"
but only three credits appear on-screen: director ("dirigida y puesta en escena"), P. P. Jambrina; chief cameraman, Arnaldo Ricotti; and assistant cameraman, Arrigo Cinotti. Film historians have long thought these names to be pseudonyms, but only Jambrina's was.
Both Ricotti and Cinotti shot feature films in Italy until at least 1922. 15 The cast in this photoplay goes unnamed in the surviving print. This might have been to shield the actors from controversy; or perhaps the credit sequence is simply among the footage that does not survive. Press accounts, however, identify two of the leading players. The newspaper
Correo del Cauca declared that one of the primary reasons to see the film was the presence of Italian actress Lucia Zanussi. 16 It also praised the acting of Jorge de Hoyos, a paisa living in Cali. (Paisa refers to the culture and people of the western region of Antioquia.) He played only a small role, as a thief, yet the audience applauded until the actor appeared on stage to receive an ovation. The Teatro Moderno even had to replay the reel.
17
Some press items contemporaneous with the film's premiere suggested that the movie was shot in Italy. Others identified locations along the Río Magdalena, saying some sequences were shot in Fontibón, a town on the outskirts of Bogotá. 18 Critics such as Juan G. Buenaventura have challenged the film's supposed Colombian origin, which is suggested in the scant literature that exists about the film prior to 1992 and has been reiterated in more recent publications. Buenaventura only had access to the film's beginning, its end, and two intermediate reels, so he can say only that any questions about "the film's narrative procedures cannot be answered." Analyzing its cinematic form, Buenaventura classifies Garras de oro as a typical product of late silent-era filmmaking. Contradicting Hernando Salcedo Silva, who spoke of "the absence of innovative camera positions and the use of a theatrical notion in camera placement," Buenaventura sees in and American officials to achieve his aims." Despite not offering a faithful version of all these events, Garras de oro explicitly references the dispute between the World and Roosevelt.
28
The anti-U.S. sentiment that inspires the film is apparent from the opening curtain that accompanies the title: "Cine-novela para defender del olvido un precioso episodio de la historia contemporánea, que hubo la fortuna de ser piedra inicial contra uno que despedazó nuestro escudo y abatió nuestras águilas." ("A photoplay to defend from obscurity a precious episode of contemporary history, which had the fortune to be the first stone [cast] against one who shattered our shield and brought down our republics of Latin America . . . in accordance with the imperialist fashion of the times, which called for political 'realism.' " 31 In the copious literature on the topic, the role played by the press and the emergence of yellow journalism at the time stand out.
Without a doubt, the director of Garras de oro had ample knowledge of the political and diplomatic context as well as the dispute between Pulitzer and Roosevelt. Cromwell's men, known for mishandling sensitive documents. 33 Such an action would There are significant inconsistencies in the narrative with regard to the handling of the documents. For one, the suitcase falls into the river and is recovered by a thief without any apparent damage to the documents. For another, we are led to understand that 
GARRAS DE ORO AND OTHER COLOMBIAN SILENT FILMS
The decidedly political objective of Garras de oro as well as the handling of its filmic elements distances it from contemporaneous Colombian productions, adding to its enigmatic Like other early films from Latin America, both of these, as López argues, "capitalized on the panoply of modern technologies, including urban developments, media and new amusements." 38 Caught up in the voyeuristic interest in the spectacular that cinema's sense of modernity generated, Bajo el cielo antioqueño was also an excuse to portray contemporary paisa society. As López points out, "[In] Latin America as a whole, the cinema was, from its earliest moments, closely aligned with those in power, be they wealthy and socially prominent or simply in government, and this alignment was a step toward nationalist projects." The exception in the case of this film is that an affirmation of the sense of the local and of belonging to the region of Antioquia takes precedence. As López Díaz discusses, Bajo el cielo presents "an idea of nation from the region." 39 in The Lettered City. 40 The realist bent in Alma provinciana divests the production of interior shots and accords preference to natural scenes, while emphasizing a nineteenth-century Romantic insistence on portraying landscapes as affirmations of national values.
With regard to the city, the emphasis on presenting a cosmopolitan image motivates the inclusion of multiple events: bullfights, the student carnivals of 1925, and numerous strolls through the capital make this production an exquisite visual document of Bogotá's historic downtown at that time.
In this Manichean view celebrating the goodness and purity of the province, the city is portrayed with an aura of modernity but also as an epicenter of licentiousness given the liberality that capital allowed. The city is also-as Raymond Williams points out with regard to English literature-the place of "political authority, law and trade," a distribution that sustains, in the case of Colombia, the contrast between the city and the Inter-Atlantic travel is marked by the sequence at the pier from which the ship sets sail for Colombia, and its reason for being in the narrative is pragmatic: it establishes both Paterson's departure for Bogotá and Berta's disappointment in love as she sees her antagonist Ketty appear to bid him farewell. As mentioned earlier, the other ship on the shores of the Río Magdalena has a clearly political purpose: it becomes the locus for supporters of Roosevelt and allies of Moore to dispute the fate of the documents that will impugn Roosevelt. Whether the environment is rural or urban, the use of space in Garras de oro is pragmatic. There is no time or space for the camera to indulge in displaying bucolic landscapes or the budding cosmopolitan tastes of Colombian society.
Each of these three movies was a unique cinematic project, but Garras de oro is distinct from the other two. Bajo el cielo and Alma provinciana were social events that Garras de oro has been preserved in color, although originally all but one shot was in black and white. Early in the story, Colombian diplomat Pedro González tells the American protagonist, Paterson, of Panama's separation from his homeland. "On that unfortunate day for my nation, the flag that so gloriously floated over the Isthmus was lowered forever, by treacherous hands, by claws of gold. . . ." A beautiful but conspicuous insert shot appears on screen. It shows a Colombian flag at full staff in its yellow, blue, and red stripes, next to a green and gold palm tree. The background sky has a light violet hue. An ovular matte frames the image, which ends with the flag being lowered. The violet was produced by a tinting process; however, the other colors were applied by hand. 
